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The musical culture of Ecuador, despite being quite unknown to the world and  
to a great part of the Ecuadorian people, holds an unimaginable richness and diversity rooted in 
thousands of years of musical traditions. Mestizaje, the process of racial mixture that followed 
the European conquest, has encouraged homogeneity and uniformity. I am a part of this mestizo 
culture, that, in reality, does not hold the same worldviews as the diverse Indigenous Ecuadorian 
communities. The Kichwa community of Cotacachi, presented through musical materials in this 
thesis, experiences an undeniable connection between the rituals relevant to agricultural life, 
dance and music that need to be conveyed and sustained in this twenty-first century. The use of 
psycho-ethnomusicology refers to the two elements that have been determinant to the thesis: 
Jungian archetypes and ethnomusicology fieldwork. Within this thesis, archetypes are 
understood as complex symbols that appear in stories from cultures around the world, 
embodying something universal in the human experience. I chose the approach of applied 
ethnomusicology through transferring Ecuadorian musical materials I collected from fieldwork 
into the composition. Andean musical cultures are represented in specific archetypes relevant to 
the Andean cosmology and reflecting a personal search for connecting with my roots as an 
Ecuadorian.  




The composition is divided into three parts inspired by the archetypal symbols of fire, 
water and mountain. In Andean Dream, preceding the Andean music collected through 
ethnomusicology fieldwork, I experimented with the sounds and resonant frequencies of pre-
Columbian Ecuadorian instruments and sounding artifacts.1 European string instruments that 
were adopted during colonial times into the Ecuadorian musical tradition are portrayed either 
through Andean folkloric tunes or composed material that echoes these sonorities. By evoking 
my Ecuadorian identity in my music, I hope to offer ideas for other contemporary composers on 
ways in which they may portray diverse cultural elements through music composition. This 
exploration of possibilities within the music of Ecuador, combining electronic tape composition 
with live performance, will promote this understanding through the work and allow for musical 
composition to become a platform of correspondence between Ecuadorian mestizo and 
Indigenous music.2  
 
Keywords: Ecuadorian music, Andean music, Electronic composition  
 
1 There is a separation between instruments, that were built specifically to play music, and sounding artifacts which 
were capable of “musical sounds” within their quotidian functionality.  
2 To access the music, go to: https://soundcloud.com/danielapaez/sets/andean-dream 
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I believe that every artistic project is a self-portrait, that through expression, we see 
ourselves. “Art is important for it commemorates the seasons of the soul, or a special or tragic 
event in the soul’s journey.”3 The language of art is one of archetypes, ancestral memories 
expressed through symbols, it is the language of the collective unconscious.4  
 I am from Quito, the capital of Ecuador, the land in the middle of the world5. Studying 
Ecuadorian music was a decision I made in an attempt to connect with my musical roots by 
understanding the musical language of my culture, while sharing this music with listeners 
worldwide. Creativity can be a road to self-discovery, a search for meaning. Choosing 
composition as a career path, meant choosing to create a music that was built upon Ecuadorian 
sounds. This master’s thesis represents a personal venture to connect the fields through which I 
pursue my “self”: psychology, music composition and ethnomusicology, this is what I have 
termed a compositional exploration of psycho-ethnomusicology.  
The conservation of traditional sounds and rhythms is essential for strengthening 
Ecuadorian musical identity. The process I used in the creation of Andean Dream requires a deep 
 
3 Clarissa P. Estés, Women Who Run with the Wolves, Myths and Stories of the Wild Woman Archetype (New York: 
Ballantine Books, 1992), 15.  
4 Carl Jung’s theory of Analytical Psychology establishes a separation between the personal unconscious, that 
mirrors our individual experience, and the collective unconscious which consists of psychic structures or cognitive 
categories that are not unique to the individual, archetypes that have been represented in mythological symbology 
and religions throughout human history. Carl Jung, Dreams (Princeton: Princeton University Press, 1974). 





understanding of the universe of Ecuadorian musical tradition. In Ecuador, homogeneity and 
uniformity has been encouraged as if “Ecuadorian” implied one culture and one nationality6, 
when in fact there are currently fourteen indigenous nations, eighteen indigenous communities, 
two afro-descendent populations and a widespread mestizo population (combined 
indigenous/African/European descent). For many Andean communities in Ecuador, as well as in 
neighboring Andean countries, colonization occurred twice: first by the Incas (c. 1463) and later 
by the Europeans (c. 1531). As a result, traditions of pre-Incan cultures have been concealed, 
with only a small percentage of people (especially Indigenous elders) holding onto ancestral 
knowledge passed down to them implicitly through their culture, and explicitly through word of 
mouth. Music, regardless, has evolved incorporating elements throughout history without losing 
its essence.  
History of Ecuadorian music dates back to thousands of years BCE. There are hundreds 
of instruments like flutes, ocarinas, and conch shell replicas, made of bone and ceramic, that 
serve as proof of the importance of music and sound in the Ecuadorian region. Some functional 
and sonic characteristics of these ancestral instruments have been inherited into instruments that 
constitute Andean music. In a similar fashion, elements from European music have been adapted 
into the Andean musical spectrum. In other words, colonization affected Ecuadorian musical 
traditions in many ways through syncretism, as well as by offering new elements, (cultural, 
musical, instrumental, etc.) that were slowly woven into what we now know as “Ecuadorian”. I 
am Mestiza. The process of mestizaje, in mixing racial and cultural aspects, has derived in a 
sense of confusion about what “belongs” to us and what does not. Musically, this has created 
 
6 Patricio Sandoval in Juan Mullo, Música Patrimonial del Ecuador [Patrimonial Music of Ecuador] (Quito: 






different categories within Ecuadorian traditional music: Indigenous Ecuadorian music, Afro-
Ecuadorian music and Mestizo Ecuadorian Music. There are certain elements that prevail 
throughout the distinct categories, making “Ecuadorian traditional music” hard to define7.  
Throughout the history of Western music, traditional musical elements from all over the 
world have been used to enhance musical composition. Béla Bartók, for example, transcribed 
over ten thousand traditional folksongs from Eastern Europe, Turkey and Algeria, and studied 
them in order to integrate folkloric elements into his musical language8. Spanish traditional 
music was the protagonist of Boléro (1928), by Maurice Ravel, one of the most famous pieces of 
the twentieth century. Debussy, among his many influences, also evoked a Spanish flavor in 
some compositions. The American minimalist composers, e.g. La Monte Young, Terry Riley, 
Steve Reich and Phillip Glass were all greatly influenced by Asian and African musical 
structures, which opened their minds to compositional possibilities and different approaches to 
the musical experience, irrevocably altering the universe of Western music9. Unfortunately, 
Ecuadorian music, in spite of its outstanding richness, has not made it out into the world in the 
same way. There are few Ecuadorian composers who have created works that incorporate 
electronic media and Ecuadorian sounds, two of them are Mesías Maiguashca (b. 1938) and 
Diego Luzuriaga (b. 1955). Both belong to a previous generation of composers, whereas, within 
the younger generations, exists a greater effort to incorporate Ecuadorian sounds into 
commercial music. This has inspired my quest to establish a bridge between Western and 
Indigenous arts through composition using Ecuadorian musical materials, including recordings 
 
7 Patricio Sandoval in Juan Mullo, Música Patrimonial del Ecuador [Patrimonial Music of Ecuador], 15. 
8 David Cooper, Béla Bartók (New Haven and London: Yale University Press, 2015). 
9 Kristin Force, La Monte Young, Terry Riley, Steve Reich, and Philip Glass: The Evolution of Minimalism and 





of archaeological instruments and Andean traditional music, combined with the use of 
electronics and a chamber ensemble.  
Significance of the Research 
Research Questions 
Q1 How can I use archetypes to structure the music, outline the mood of each part 
and determine what Andean musical materials to incorporate into the 
composition?  
 
Q2 How can I use electronics to create music with Ecuadorian musical elements?  
 
Thesis Statement 
Technology in music that can effectively present Ecuadorian musical cultures offers an 
alternative creative means to promote the cultures while establishing a platform of synergy 
between the Indigenous and Western Arts.  
Ecuadorian musical history embodies cultural dilemmas that challenge the preservation 
of musical traditions. This master’s thesis addresses those historical and cultural barriers by 
using archetypes as a point of intersection between three aspects: the place in which the musical 
materials have developed, musical composition itself, and the process of individuation.10 It also 
contributes to the conservation and further innovation of Ecuadorian music by providing the 
audience with knowledge about Ecuadorian cultures and their music. Finally, the way the 
materials have been incorporated to the music entails a sonic experience with a culturally 
relevant background that connects to the listener through the archetypal representations,11 
potentially capturing the interest of musicians and non-musicians alike.  
 
10 Represented in the archetype of the Self.   
11 According to Jung, the collective unconscious, home to these symbols, is common to all humankind, a product of 






The objective of this research is to create a musical composition that incorporates 
psychology, ethnomusicology and electronics. The psychological approach is reflected in the use 
of archetypes to structure the music, as well as in appealing to music as a path of self-knowledge 
and cultural self-discovery. The ethnomusicology fieldwork that was done during this creative 
process was essential to its outcome. Collaborating with indigenous musicians Jesús and Luis 
Emilio Bonilla (and their group, Humazapas12), establishing a platform for exchange of musical, 
technological and philosophical notions has proven to be one of the most meaningful aspects 
behind this composition. In other words, one of the benefits of this research is presenting these 
diverse methodologies to other composers. For international composers, this project introduces 
Ecuadorian music as a latent wellspring of musical ideas, and for Ecuadorian composers the 
project suggests the potential behind the use of electronics to approach traditional musical 
materials.  
 The literature review for this project has involved the study of archaeological instruments 
and sounding artifacts; European instruments that permeated Andean tradition; melodies, scales 
and rhythms from the highlands of Northern Ecuador; and approaches to composition of new 
music. The methodology has been qualitative research that unifies, within the composition, 
ethnomusicology fieldwork research theory, analytical psychology and the use of music 
technology (Ableton Live and Max/MSP, through their interface Max for Live.
 
12 Traditional Indigenous music group from Cotacachi, Imbabura. To listen to their work visit: ANTA Producción 
Comunitaria [Communitarian Production], “Humazapas - Como Chiwaku - ANTA music / sesión en vivo [live 










REVIEW OF LITERATURE 
Andean Philosophy, Archetypes and Music Composition 
Since the 1950s there has been an effort by ethnomusicologists of the Andes to study 
music as an intercultural phenomenon in order to document its richness and its sonic intricacies 
as evidence of historical processes. Studying music through the lens of cultural expression is a 
response to the questions: what elements of the social aspect are latent and revealed in the 
musical? And how does the musical determine the social?13 In spite of this effort, there is 
currently not enough documentation and information that appropriately reflects the diversity and 
rich history of Latin-American and, in this case, Andean music. The creation and exploration of 
Ecuadorian music contributes to the strengthening of cultural identity. I approach composition as 
a way to counteract the unavailability of information fundamental to the conservation and 
expression, as a form of actively contributing to Ecuadorian musical history.  
Essential to this composition has been the ethnomusicology fieldwork done in Cotacachi 
(province of Imbabura) in the northern Andes of Ecuador. There, Jesús Bonilla14 shed light onto 
the ways we could connect the archetypal structures of my composition with the Andean 
agricultural calendar. He recorded several traditional melodies according to the relation between 
the instruments, the rhythm and their significance within Andean rituals and festivities.  
 
13 Patricio Sandoval in Juan Mullo, Música Patrimonial del Ecuador [Patrimonial Music of Ecuador], 12. 






 When discussing how Kichwa communities of the Andes manifest their cosmology in 
daily life, author Alfonso Cachimuel replaces the term cosmovisión [worldview] with 
cosmovivencia [cosmoexperience]. He suggests that the first is understood as an “observing” of 
the cosmos, while the latter expresses “to live in time, in space,” to interact, dialogue with and be 
part of the Andean micro- and macro-cosmos. 15 In the Andean cosmoexperience humans are 
equal to all beings on Earth. Through the chakra, 16 the land where food is harvested, the Earth 
provides for humans while humans care for and listen to the Earth. The term chakra refers to a 
vegetable garden, a piece of land, earth, but it also entails a wide and inclusive meaning that 
connects everything: work and worship; the social and economic; ethics; experience and cosmic 
coexistence. Chakra is an ayllu [family/community]; it is the center of existence. Magnifying 
upon the meaning of chakra, it also symbolizes your trade, your craft, whatever that may be. In 
its verbal form chakrana, it means to produce, to cultivate, to be a part of the earth, to nurture 
life.  
 This nurturing of life is symbolized as a circular, as opposed to linear, form. In other 
words, the parts, the different dimensions of existence, interact in a living process with and 
within the whole. The importance and significance of music in the Andes reflects this circularity, 
this integral reflection of cosmic relations as a manifestation of the Indigenous collective 
experience of reality.17 In Andean cultures, music and dance are amalgamated with oral tradition 
because these entail a meaning for life itself, they cannot be defined as performances where the 
 
15 Jesús Aranguren and others, “An Approach to the Knowledge of the Diversity and Multifunctionality of Andean 
Chacras”, Sowing Life and Culture: Chacras as Multifunctional Spaces in Indigenous Andean Communities (Ibarra: 
Editorial Universidad Técnica del Norte UTN, 2008), 12-15. 
16 Kichwa for land/vegetable garden. Not to be confused with the Indian meaning of chakra referring to the energy 
points in the body. (In many texts it is also spelled as “chacra”).   






Kichwa would be a mere observer or critic.18 The social function of music is expressed within the 
ritual/festive calendar, which is parallel to the agricultural year. In this context, traditional music 
is not only the proof of a culture’s identity, but a door towards potential social cohesion and a 
support for the collective challenges of the present.19 
 Portraying the Andean idea of Chakra, life as an integral process, through music would 
mean experiencing music composition as a process of intercommunication, of feedback between 
the parts, channeled through our humanness, our rationality and our instinctual creativity, our 
connection to the feminine, giver of life.20 The philosopher Theodor W. Adorno when addressing 
Form in the New Music, parallels Andean philosophy21 in his affirmation that “the different 
dimensions should rather interact with one another in the living musical process.” I interpret his 
proposition that “to determine musical form one must listen for the music and follow it where it 
wants to go”,22 as implying a deeper sense of connection with the music we create; an 
understanding that we, as composers, become the connection between the musical universe and 
our earthly, humanly nature, and that in the act of composing we are also “giving back” to music 
what it is asking from us. Going further, this is not a linear life we are living either, we are 
beings connected within one global understanding of symbology that escapes the grasp of our 
consciousness. The individual is to society as our conscious, rational self is to the collective 
 
18 Ruth Moya and Fausto Jara, Taruka, la Venada: Literatura Oral Kichwa [the Deer: Oral Kichwa Literature] 
(Quito: Ministerio de Educación [Ministry of Education], 2009), 12. 
19 Patricio Sandoval in Juan Mullo, Música Patrimonial del Ecuador [Patrimonial Music of Ecuador], 15. 
20 The archetype of the Wild Woman is correspondent to the Andean concept of Pachamama, the cosmic mother, 
the feminine soul, the capacity to give and nurture life, to create, to invent. Clarissa P. Estés, Women Who Run with 
the Wolves, 99.  
21 As well as Buddhism, and other philosophies that encounter the individual as a part of the whole. 
22 Theodor W. Adorno, “Form in the New Music,” Music Analysis 27 no 2/3, 201-216. JSTOR 






unconscious, a fish in an ocean. Our experience is marked by our past as well as by our human 
symbolism, archetypes, the language of the collective unconscious23. 
The existence of archetypes within art entails a path of communication between our 
conscious and subconscious minds. Within Indigenous24 cultures of Ecuador, music is symbolic 
expression in action.25 Archetypes are subjacent to every dance or ritual in the contact established 
with nature through celebration, prayer, appreciation, nurturing of the Earth’s force of life. 
Water, for example, is a woman, a feminine entity, yakumama [watermother], a divine being. 
The four components of the Andean cosmos: the natural community, the human community, the 
ancestral community, and the divine community are connected in musical expression.26  In a 
reverse manner, this master’s thesis conveys the interculturality of Ecuadorian music by 
composing under the sonic premises established by certain symbols or archetypes that were 
selected based on their connection with the Andean cosmic spectrum, the history of Ecuador and 
my individual endeavors.  
Archetypes in Andean Dream 
The three archetypes that define the three movements of the piece are Fire, Water and 
Mountain. Archetypes are understood as a combination or a group of symbols, in other words, 
the archetype is a compound symbol. An archetype’s meaning is complex and deep, as it would 
be in the Andean cosmos.  
 
23 Carl Jung, Dreams. 
24 And Afro (Afro-Ecuadorian music is a universe in itself that has not been approached in this master’s thesis). 
Also, this project only includes fieldwork with the Kichwa community of Cotacachi, Imbabura, but does not touch 
upon the cultural diversity of the many other indigenous cultures of Ecuador.  
25 Juan Mullo, Música Patrimonial del Ecuador [Patrimonial Music of Ecuador], 18. 






Fire is violent, ominous, destructive, but in its destructive capacity it purifies, it gives 
place to new beginnings, rebirth.27 The symbol of Fire shares common ground with death. Death 
is the counterforce of life without which life ceases to exist. The cultural mestizaje of Ecuador 
resembles ‘new beginnings’ as a consequence of the violent colonial processes. In this 
composition, fire is fear, it is angst, but in this conflict new processes are spawned. The richness 
of Ecuadorian traditional music not only “survived” the horrendous atrocities of the conquerors, 
but it also continued to develop, to adapt and transform itself. Violins, guitars, harps, brass 
instruments, etc. were appropriated, incorporated into a pre-existing musical language, with 
connotations completely unimaginable, incomprehensible to the European culture. In order to 
determine which Andean instruments and rhythms to record, Jesús Bonilla connected the three 
archetypes with different stages in the agricultural calendar. Fire was, in turn, placed within the 
time that corresponds to the preparation of the land for planting corn and beans: the Kapak 
raymi28. It is held during the winter solstice in the month of December. The archetypical 
meanings of fire are represented with its presence in this time of the year. Fire is used to 
eliminate any residues from the land, preparing it for a new cycle.  
Water is cleansing, it is refreshing; it is purifying like fire, but in a different manner. It is 
a feminine power, a giver of life. In the Andean agricultural calendar, water was connected to the 
Pawkar raymi.29 The rituals surrounding this time of year correspond to the celebration of the 
blossoming flowers, a thanking for the yakumama or watermother.  
In psycho-analytical terms, water corresponds to the human emotions, the unconscious. 
Her different forms symbolize distinct facets of human emotional experience: rain, rivers, 
 
27 For example, the Phoenix rising from the ashes. 
28 Raymi is Kichwa for festivity, and kapak means wise.  





waterfalls, oceans, lakes; and their state: calm, still, in flowing motion. The surface of a body of 
water, an ocean, for example is that which we “can see” of our unconscious mind, 
metaphorically speaking. Perhaps if we dive into this ocean, we can grasp onto sections of its 
internal depth and bring them to the surface briefly or relate these deep aspects with superficial 
ones, but it will never cease to be infinite. This ‘depth’ may be interpreted as the unconscious, 
both personal and collective, it is the home to archetypes, the images revealed in our dreams, our 
personal manifestation of the archetypal structures. Water, in Andean Dream, aside from all its 
aforementioned symbology, proposes such a dive as this attempt to understand who I am as a 
composer in the universe of Ecuadorian music, and to determine how the study of Ecuadorian 
music delimits my search for self through the act of creating.  
Mountain appears as the most explicit symbol corresponding to the Andes, the Mountain 
as geographically determinant of cultural processes. For the Kichwa, mountains are Apus, elders, 
the grandparents, the wise.30 With correspondence to the Andean calendar, the mountain is 
represented within the Inti raymi.31 This celebration corresponds to the time of harvest, of 
thanking the earth for the abundance offered in the crops. In its archetypal definition, mountain 
symbolizes the search for wisdom, the climb, the silence, the difficulty, the journey. Similar to 
water and its different qualities portraying distinct aspects of the being, the aspects of a 
mountain- its grandness, its height, the specific place where one is located: the bottom, the top, 
the cave (inside)- all entail different symbolic meanings. In the combination of all these qualities, 
we can understand it as a whole, as a representation of the Earth, Pacha, the Andean cosmos. If 
there is one thing that Andean mestizos share with all other Andean cultures, it is this geography, 
 
30 An Apu can be a feminine or masculine entity. 





even if we may not have grown up with the same traditions or worldviews, we are united by the 
places that have seen us grow, that have been our home and the home of our ancestors.  
Electronics Portraying Dreams 
 Archetypes are directly linked with the content of our dreams. According to Jung, our 
unconscious mind manifests itself through our experiences in the dream state, a place where the 
personal and collective unconscious are two parts of a whole. In order to understand archetypes, 
it is important to understand the meaning of “symbol”. According to Tillich symbols differ from 
signs in that they “open up levels of reality which are otherwise closed to us, […] they unlock 
dimensions and elements of our soul which correspond to the dimensions and elements of reality, 
[and] they are accepted and responded to by an unconscious level of our being”. 32 It is as if 
understanding the true meaning of symbol is not a strictly rational or logical process, but one that 
brings together elements of our psyche that are, in many ways, out of our conscious reach.  
 Dreams are an alternate state of consciousness, Jung defines dreams as being an 
autonomous consequence of our psychic activity that, even if it may appear to be random, 
psychic debris, it is in fact very meaningful.33 In this regard, dreaming is our path of 
communication with our unconscious mind composed of manifest content, the images and 
scenery we see and experience, and the latent content, which corresponds to the essential 
meaning, the archetypal structures manifested in said imagery. Part of the exploration within this 
master’s thesis is to invoke these archetypes from a non-visual path, through sounds. In the 
meaning of our dreams there lies a great potential for self-discovery. The importance that dream 
 
32 William Rowe, “Tillich’s Theory of Signs and Symbols,” The Monist 50 no. 4, 593-610. JSTOR 
https://www.jstor.org/stable/27901666 (October 1966), accessed March 29, 2021.  







interpretation has had to Analytical Psychology is due, precisely, to the subconscious aspect of 
dreaming. We can describe what we have seen without knowing what aspect of our psyche it is 
reflecting or calling upon, but if we “dig deeper” and study the elements of our dream using our 
conscious, rational self we can potentially decipher aspects of our psyche and heal in the process. 
Understanding our dreams requires us to understand ourselves as a part of a whole. Without the 
“existence” of the collective unconscious, there is nothing we can relate our dreams to, other 
than our daily experience. The study of symbology, archetypes, the collective unconscious, is a 
type of psychic dictionary that is available to us. In other words, the archetypes, as the way the 
collective unconscious is manifested, remind us that we are not just individuals, we are part of a 
historical, living process: being human.  
Electronics 
Electronic music emerged during the 1950s and has continued its development into the 
present and around the globe. Many women, composers and inventors, were the precursors of 
electronic media in music. Names like Delia Derbyshire, Wendy Carlos, Eliane Radigue, Daphne 
Oram, Suzanne Ciani, Laurie Spiegel, are essential when looking back to the initial stages of the 
assimilation of technology into music. Due to the impediments that women have encountered 
and continue to encounter in a search for equality, it is not common to see women’s names 
within a Eurocentric, male-oriented “history” of music. I believe that women have always been 
essential to development of the arts, music being one of the earliest human artistic expressions. 
Fortunately, there is a recognition of these women in the world of electronics, but they had to put 
in great effort to do the work they did, many times being mistrusted and underpaid. According to 





female soul (the archetype of the Wild Woman).34 I relate this creative instinct with the way that 
the women in electronic music envisioned the possibilities behind the technological development 
of the time and gave way to what is understood as the third stage in the aesthetic history of 
music, the first being the use of the voice, the second being the use of instruments.35 
 There are characteristics proper to Electronic music that separate it from everything that 
had been understood as “music” until that point in time. In Electronics, the sound sources are 
unlimited. Musique concrète 36 expanded these possibilities by bringing worldly, non-musical 
sounds into the compositional pallet.37 As opposed to traditional composition, in this medium the 
composer directly creates the performance, instead of composition and performance being two 
different “stages” of a process.38 One of the most determinant differences is that sound itself 
became the material of the composition. Composition as the manipulation of a sound’s physical 
aspects regards all sounds as materially equal. Additionally, the limitations of human 
performance are no longer relevant to the musical outcomes. In spite of this, I do consider that 
the human element will always enrich music, the naturality of human performance, or the human 
voice will never be overpowered by ‘computer sounds.’  
 The idea that the world of Electronics lacks a point of comparison with the natural world 
of sounds gives way to a mental and imaginative experience. The essence of this type of music is 
its disassociation from the natural world.39 If we compare the natural world with reality or our 
waking life, electronic music can be construed as analogous to the fantasy world of dreams. The 
 
34 Clarissa P. Estés, Women Who Run with the Wolves, 12-13.  
35 Thom Holmes, Electronic and Experimental Music, Technology, Music and Culture, 5th ed. (New York: 
Routledge, 2012), 170.  
36 Tape composition characterized by the use of non-musical sounds.  
37 Thom Holmes, Electronic and Experimental Music, 171. 
38 Ibid, 172. 






manipulation of sounds allows for the original sound source to be undetermined, or mysterious, 
which in turn prevents this music from having a basis in the object world. This lack of objectivity 
allows for the listener to experience music as an intimate and personal reality. The “human being 
becomes the living modulator of the machine product; circuitry dissolves into the spirit of 
humanness that envelops it.” 40 
 In the 1950s music composition through the use of magnetic tape transformed the worlds 
of music. One significant separation from the traditional practice of composition was that, in tape 
music, scoring and notating was no longer essential. The emphasis on the physics of sound 
meant that everything (instrumental recordings, voice, worldly sounds) was reduced to one 
common constituent: vibration. The possibilities that tape offered have been exponentially 
expanded in the present day with the use of computers, nonetheless the methods used in DAWs41 
have just transferred tape techniques and terminology into the digital sphere. The functions of 
play, stop, record, etc. were established to be used with tape, and those same “buttons” appear in 
DAWs in, essentially, the same way. Splicing, the technique used to cut pieces of tape and re-
join them as desired, was the basis of tape composition. Although computers have offered 
infinite new possibilities, digital “tape” composition is contingent on splicing. Another element 
of Electronics that has been essential is the use of sound effects like delay, reverb, EQ filters, 
which, again, were inherited essentially unchanged into the digital world.42 The biggest 
difference, in a sense, between analog and digital tape composition is the time efficiency of not 
having to manually handle magnetic tape.  
 
40 Thom Holmes, Electronic and Experimental Music, 173. 
41 Digital Audio Workstation. 





 Aside from tape music, the world of composition merged with invention in the 
development of synthesizers.43 The understanding of all music as vibration was parallel to the 
understanding of wave components, and gave way to the concept of synthesis, that, just like tape 
music, continues to be explored and innovated in the present. The idea of synthesizing a sound 
allowed for several experiments of composers and inventors in attempts to “draw” a sound into 
existence, and even to decipher ways to synthesize natural sounds.  
 The use of electronics was central to this master’s thesis. The medium was a perfect 
match when determining ways in which I could sonically portray the dream state, relative to the 
use of archetypes in the piece. I find that electronics and dreams share the characteristic of being 
alternate versions of reality. The idea of possibilities being limitless, discussed previously with 
regards to electronics, is reflected in dreams in the unfathomable depth of the unconscious 
universe. Dreams are perceived to be “extraneous, apparently accidental occurrences”,44 
nonetheless, the fact that in our dreams we tend to see elements of the day that passed, as well as 
of our past, dreams present themselves through a certain continuity that points backwards. This 
can be analogous to the process of sound manipulation, specifically with recorded sounds, where 
there is some (perhaps unconscious) remembrance of the original sound, but the new sound is 
this ‘apparently accidental occurrence’. The ideas in dreams are essentially fantastic, as are the 
sounds that exist as a product of technological explorations. In other words, our experience is 
manipulated in dreams in the same manner that a sound is manipulated through Electronics. The 
result is alien to reality: both dreams and electronic music take us to unknown compartments of 
our psyche. My intention in connecting music composition with the symbolic world of dreams 
 
43 Thom Holmes, Electronic and Experimental Music, 222. 






has been to connect with the listener at a subconscious level. After a sound is manipulated, its 
original qualities are replaced by others that are not extraneous but derived from the sound itself. 
It is as if every individual sound carries within it a universe of sonic capabilities. Archetypes, 
too, are deceptive in this manner. They appear to be one thing, but their true meaning lies 
beneath all their superficial qualities.  
Musical Materials 
 Traditional music, and in the case of this project Ecuadorian traditional music, is a living 
product of intercultural relations. Andean Dream depicts these intercultural aspects through the 
interaction of the Ecuadorian musical materials, the Electronics and the instrumental parts. The 
initial stages of the composition involved experimenting with recordings of archaeological 
instruments and sounding artifacts. Then came the ethnomusicology fieldwork, the recording of 
several Andean traditional songs with diverse instruments, followed by their incorporation into 
the electronics. And finally, I composed music for a chamber trio consisting of flute, violin and 
cello.   
Pre-Columbian Instruments and Sounding Artifacts 
 The archaeological instruments incorporated into the composition correspond to distinct 
points in history, as well as places in the Ecuadorian region. Pre-Columbian ceramic is a ceramic 
of representation. Most of these “instruments” were not designed merely to produce sounds, but 
instead some of them also had the function of carrying food or liquid. All of them have 
anthropomorphic, zoomorphic or phytomorphic45 representations that are evidence of the ritual 
and material culture of these societies.  
 





The pre-Columbian instruments/sounding artifacts that were used in Andean Dream 
range from rattles and bells to wind instruments in the form of ocarinas, whistles and ceramic 
conch shells. The sonajero or rattle corresponds to the Valdivia era (1000-3000) BCE. This 
instrument held the form of a Venus, term used to describe the most stereotypical female 
archeological representations. The Valdivia venuses represent the life cycles of women: youth, 
pregnancy and maturity. Pregnant venuses are usually rattles and contain tiny ceramic spheres on 
the inside.46  
 
Fig. 2.1 Valdivia venus rattle (1000-3000) BCE.47  
 
46 Martí, Samuel. Music Before Columbus, 2nd ed. (Mexico City: Ediciones Euroamericanas, 1978). 








 The Cascabeles or copper bells used in this thesis correspond to the Milagro-Quevedo era 
(400-1532 CE). Metalwork has been registered in Ecuador since 300 BCE.48 These Cascabeles 
may have been played or shook, but they also may have been used as sounding bracelets in 
ankles and wrists. South American dance traditions still involve the use of this type of ornaments 
for amplifying sounds of the body.  
 
Fig. 2.2 Cascabeles or copper bells.49 
 
 One of the archeological wind instruments that are used in Andean Dream corresponds to 
the Pasto era (700-1500 CE): the pututo or ceramic conch shell replica. Bartering (trading 
without the use of money) was an extensive, interconnected and complex tradition in pre-
Columbian times. This instrument benefited from the travel of sea conch shells from the coast to 
 
48 Martí, Samuel. Music Before Columbus. 






the highlands – where the Pasto society was located. Several talented ceramists replicated the 
shape of the strombus alatus and strombus peruvianus conches to elaborate pututos that work 
just like conch shell horns.50  
 
Fig. 2.3 Pututo or conch shell horn made of ceramic.51 
 
 One of the movements of the piece, Mountain, is marked by the electronic manipulation 
of the sound of an ancestral ocarina from the Guangala period (500 BCE to 800 CE). Ocarinas 
are representative South American instruments. They have an oval hollow chamber that allows a 
spiral circulation of air and a set of finger holes on the body of the instrument. They existed in all 
of the Ecuadorian regions and were attached to bottles and vessels. They usually have handles 
that were used for hanging them as necklaces.  
 
50 Martí, Samuel. Music Before Columbus. 








Fig. 2.4 Ocarina.52 
 
 The other wind “instrument” used in this composition corresponds a sounding artifact, a 
whistling bottle from the Chorrera period (1000-300 BCE).53 These bottles connect sound, mind 
and water. They marked a technological revolution for pre-Columbian societies, being that they 
contain a whistle, globular flute or ocarina attachment. When water travels from one vessel to the 
other, it pushes the air through the whistle and produces sounds that seem to imitate those of the 
animals that are represented within the object.  
 
52 Casa del Alabado, Pre-Columbian Art Museum. Accessed March 20, 2021. 
https://artsandculture.google.com/partner/museo-casa-del-alabado 







Fig. 2.5 Botella silbato or whistling bottle. It presents a zoomorphic representation of an eagle.54 
 
Andean Musical Materials 
The Andean musical materials that Jesús and Luis Bonilla recorded, were determined 
according to the relation of the three archetypes to the four parts of the agricultural/ritual 
calendar. The instruments and rhythms recorded were correspondent to their presence in the 
different Andean rituals. Two types of Andean flutes were used in Andean Dream: the pingullo 
and the palla; and one string instrument, the Andean harp. The bombo Andino or Andean bass 
drum was used to record the rhythms, as a base for all the melodic instruments.  
 






Pingullo, also known in Spanish as pífano, is an end blown duct flute. It comes in 
different presentations, with three, four or six holes.55 The one used in this occasion had three 
holes, two in the lower, frontal part of the flute and one in the lower back for the thumb. The 
pingullo is traditionally played on one hand, while a tambourine is hit with the other. The genre 
that was recorded with this instrument was the Danzante56 (Appendix B), similar to the Yumbo 
and Chimbapura which are discussed in the following paragraphs, it has a 6/8 meter, except 
much slower than the following two.  
 
Fig. 2.6 Daniela Páez, Pingullo, (November 2020), Cotacachi, Ecuador. 
 
 
55 Carlos Alta and others, El Elefante de Cotacachi, una mirada sobre la situación actual de la música indígena en 
el cantón Cotacachi, provincia de Imbabura [The Elephant of Cotacachi, a Look into the Present Situation of 
Indigenous Music in the county of Cotacachi, Province of Imbabura] (Quito: Tiana, 2009), 15. 





Palla is a very small pan-flute, it is pentatonic, made up of 8 reeds that extend the scale to 
the first three notes of the higher octave.57 The longest reed is 18 cm long, and the shortest 6.3 
cm. This instrument is used for the Yumbo, a 6/8 dance with fast tempo (Appendix C).  
 
Fig. 2.7 Daniela Páez, Palla, (November 2020), Cotacachi, Ecuador. 
 
Finally, the Andean harp that was adapted from the European diatonic harp becoming 
intrinsic to Kichwa traditional music, was used to play Chimbapura. This rhythm has the same 
meter as the previous two, 6/8, with tempo allegretto (Appendix D). The harp was brought to 
South America along with other instruments like the organ, oboe, flute, mandolin, vihuela and 
ancestors of the violin in form of rebecs, fiddles and bowed lyres. During the eighteenth century, 
 
57 Adolfo Idrovo, Instrumentos Musicales Ecuatorianos de Fácil Construcción [Ecuadorian Musical Instruments of 





numerous indigenous harpists emerged, learning to play by ear. In 1777 P. Bernardo Recio of the 
Jesuit mission described the harp as being the instrument that the natives played most neatly and 
beautifully, he goes on to mention that in an indigenous town there might not be a tailor, or 
shoemaker, but there is always a harpist. He even describes that for certain festivities, several 
harpists would play together in ensembles.58 While the palla and pingullo are typically reserved 
for few select occasions, the harp has made its way to diverse festivities and ceremonies, 
















58 John M. Schechter, The Indispensable Harp: Historical Development, Modern Roles, Configurations, and 
Performance Practices in Ecuador and Latin America (Kent: Kent University Press, 1992), 55.  
59 Daniela Peña, “Músicas de Matrimonio y Wawa Velorios en las Comunidades Kichwa de Cotacachi y Otavalo 
(Andes-Ecuador)” [Musics from Weddings and Baby Wakes in the Kichwa Communities of Cotacachi and 
Otavalo]. Soncordia, Revista de Artes Sonoras y Producción Musical [Magazine of Sound Arts and Musical 
Production] 1, no. 2 
http://www.uartes.edu.ec/sitio/sonocordia/?fbclid=IwAR1Gm8njlji01y4Xr73SlLsGbJIF11imjYxoFORGMO65g-

















CHAPTER III  
METHODOLOGY 
Composition Method 
 Archetypes were essential in the planning, experimentation, and compositional stages of 
this master’s thesis. The initial stage of the composition involved a long brainstorming process 
with regards to determining the ways I could connect dream symbolism to my compositional 
processes. I have a B.A. in Psychology, but as soon as I graduated, I started pursuing my studies 
of Ecuadorian music and never really worked as a Psychologist. When I became interested in 
dream interpretation, parallel to working on my thesis, I soon realized that I had found a way to 
connect my two fields of interest, and that this pursuit was not limited to my master’s thesis but 
had the potential of becoming my life project. The vast universe of dream symbolism was 
relative to the infinite possibilities that approaching composition through archetypes could offer 
me as a composer.  
 I chose three archetypes that were explicitly related to the representation of the Andes, 
and that could be connected through a narrative that reflected Ecuadorian historical processes as 
well as my personal relation with Ecuadorian music: Fire, Water and Mountain. My goal then 
became to create soundscapes or sonic dreamscapes that evoked each archetype. Immediately, I 
understood that the first approach I would take in order to sonically portray dreams, was the use 





electronic devices. Ableton Live served as my platform for connecting the different sonic 
elements through digital “tape” composition.  
0-Coast Synthesizer 
 The 0-Coast synth is a single voice patchable synthesizer that uses both Moog and Buchla 
paradigms, corresponding to the East and West Coasts (of the United States) respectively. Since 
it doesn’t remain loyal to either they named it the “no coast”.60 It is designed to operate with or 
without patch cables, in other words, it is semi-modular: it has preset paths for the signal, but one 
can expand/alter the paths with the use of external patch cables. This was my first approach to 
analog synthesis, and all of the sounds I came up with were the product of long sessions of 
experimentation with the synth. I used my basic understanding of synthesis, waveshape and 
harmonics to play around with the synth, but my lack of experience with modular synths resulted 
in having no way of replicating the exact sounds I recorded. In other words, the sounds that I 
created with the 0Coast were the result of my first attempts with synthesis and I am far from 
being able to “share” that knowledge with fellow musicians. What I can say, is that I believe it is 
common to approach synthesis from this experimental standpoint, and that I am satisfied with the 
end results, in spite of my lack of experience. I came up with three types of sounds: synthesized 
natural sounds, pads and percussion.  
 The synthesized natural sounds that appear in Andean Dream are the sound of raindrops, 
thunder and crackling fire. I used the synth to create a low frequency ambient pad61 that appears 
in Mountain. I was able to synthesize a rich sound that would serve as an extension of the range 
of frequencies spread within the composition, it is a deep, ominous ambience. Aside from the 
pad and ambient sounds, I created a bass drum sound inspired in the Andean bass drum. I was 
 
60 https://www.makenoisemusic.com/synthesizers/ohcoast 





able to generate three different rhythms ranging from a very slow to a fast-paced drumbeat, 









Fig. 3.1 0-Coast synth.62  
Max for Live 
One of the main elements of this master’s thesis was the use of Max for Live, an interface 
that uses Max MSP within Ableton Live. These platforms offered infinite possibilities within 
which I could experiment with the previously mentioned Ecuadorian musical materials. The 
devices I created in Max for Live determined the ways I manipulated these sounds while 
retaining some of their essential qualities. The compositional process was centered around the 
use of these devices to create atmospheres, to develop motives and to create randomly generated 
melodies that evoked the Ecuadorian sound. 
My initial idea was to create a patch63 that could generate random melodies, that evoked 
Ecuadorian sounds by controlling certain aspects with regards to scales and rhythm. I created 
several patches with this idea, the end result consisted of several different sampler-based 
 
62 https://www.makenoisemusic.com/synthesizers/ohcoast 





instruments.64 A sampler could be described as a “glorified tape recorder”. Originally, it was a 
machine that allowed you to control several tape recorders simultaneously to play “samples” of a 
sound, transposed to make up scales.65 Ableton Live has two different samplers within its 
platform, which you control through the use of a MIDI keyboard. The limitations of these 
samplers, within my goals, were regarding the establishment of a random process that could play 
the sampled sounds. I developed my own sampler to manipulate the rate at which the sound is 
played using values between 0.5 and 1 to create pentatonic minor, and natural minor scales. 
When multiplied by 1 the sound is played in its original frequency, when multiplied by 0.5, 
dividing the frequency in half, the sound is played at an octave lower66. I was able to program a 
random selection of notes, within random rhythmic intervals, that were based on one sampled 
sound of short time span (usually ranging from one to three seconds). After this I explored the 
possibility of randomly playing intervals within the natural minor scale, so I expanded the 
previous patch in order to simultaneously trigger two notes, calling it Interval Sampler. The 
possibilities for the notes corresponded to all the possible intervals (except for seconds and 
sevenths), starting on each of the notes of the natural minor scale.67 I was able to obtain 
interesting results using different samples from archaeological instruments and sounding 
artifacts, some melodic and some rhythmic. Although I usually used this device with short 
samples, I also experimented using a long sample of an ancestral ocarina68. The resulting audio 
with the device on randomly playing intervals was chaotic and barely musical, but as soon as I 
turned the device off, the tails of the samples continued playing, creating complex harmonies 
 
64 Max MSP instruments 
65 David McNamee, “Hey, What’s that Sound: Sampler,” The Guardian. 
https://www.theguardian.com/music/2009/sep/28/whats-that-sound-sampler (September 2009), accessed March 12, 
2021.  
66 Other values (Minor pentatonic scale): 0.6: minor third; 0.68: fourth; 0.76: fifth; 0.9: minor seventh  
67 4 minor thirds, 2 major thirds, 5 fourths, 1 diminished fifth, 3 perfect fifths, 2 minor 6ths, 1 major sixth.  





with slow shifts in rhythm, resultant of each sample gradually dying out. I called these harmonies 
Ocarina Collage, and they became one of the main themes in Mountain.  
 
 
Fig. 3.2 Sampler. 
 
 
Fig. 3.3 Interval sampler (extension). 
 
I found certain limitations within the use of the two samplers I had developed, 
specifically the restricted capabilities relative to the use of exclusively one sample. This led me 





synthesis that relies on the microsound time scale. It is based on sampling; the process consists in 
splitting the full-length sound into small pieces or grains. I created a granular synth that allows 
the user to determine the limits of the values that will be randomly selected, expanding on a 
simple grain synth tutorial.69 After dragging an audio file into the device, the user determines the 
Min and Max point in time of the audio within which the grains will be randomly selected. This 
allows the user to select the whole sample or just a small section of it as needed. Then the 
(Min/Max) limits for the grain size in milliseconds can be determined. Normally “grains” have a 
duration of up to 50 milliseconds. The synth I created breaks away from this idea, setting larger 
limits between 50 and 600 milliseconds. The reason I chose this range was due to the way I 
wanted to use the sampled sounds. I was looking for a random process where parts of the original 
sound could be heard and recognized, 50 milliseconds being too short for this purpose.70 The 
next setting that needed to be established is the limits for the metro, which triggers actions based 
on a value in milliseconds. The device randomly selects values of up to 2,000 milliseconds. If the 
user needs an established (non-variable) tempo, the values of Min and Max must be identical. 
Finally, the user can alter the rate at which the sample is played. The rate is not set to be 
randomized but can be altered manually while the device is on.71 This synth was used to create 
diverse ambient sounds based on the sampled ancestral sounds, as well as melodic ideas with the 
recorded Andean instruments. In Fire, short excerpts of the pingullo melody, randomized 
through the grain synth, appear as to foreshadow the main motive which is played later.  
 
69 Oliver Thurley, Building a Granular Synth with Max, part 1. https://www.youtube.com/watch?v=g3nAeDWgf9Y 
(April 22, 2020), accessed January 2021.  
70 Perhaps this brings the synth I developed closer to a sampler than a grain synth, or at least sets it at a midpoint 
between the two.  










Fig. 3.4 Granular synth. 
 
The synth described above produces one layer of sound. This became a limitation, so I 
expanded upon certain premises used to develop it in order to create a new device. In the end, I 
designed a device that works with three channels and mixes sampling with frequency modulation 
and frequency shifting to create up to seven layers of sound, based on only one audio sample. 
The first part of the synth is designed to simultaneously play diverse parts of one audio at 
different rates, changing the frequency of the sound, making it lower, equal or higher than the 
original sample, while playing it forward or in reverse. The resulting audio, of up to five 
simultaneous layers is played by the first channel and sent to the second channel which 
corresponds to the frequency shifter. The freq. shift channel receives the layered sounds along 
with random numbers ranging from 0-9 to determine the amount of freq. shift. Finally, the third 
channel is the frequency modulator that uses a saw wave to modulate the original sound. There is 
a manually controlled knob on the device that determines the frequency of the saw wave. Each 
channel has its own Gain control that allows the user to determine the volume of the three 
channels, as well as the possibility to use the channels independently. I named this synth Capas, 





instruments used in Andean Dream. In Fire, the development of the pingullo72 motive is 
correspondent to the use of Capas synth to create different tracks of layered versions of the audio 
and layering the resulting tracks. In Water, the synth is used with the palla73 recording to create a 
background ambience for the Andean harp.  
 
 
Fig. 3.5 Capas sinte (layers synth). 
 
The final stage of the composition involved writing parts for chamber instruments. I 
selected three instruments, flute, violin and cello, based on their relation to Andean music. Aside 
from the three, which are used throughout the whole piece, I added a Guitar part in Water.  I 
chose the flute due to the importance of wind instruments in the Andes, reflected in the existence 
of several types of flutes covering bass to soprano registers.74 The idea of writing a flute part was 
to emulate or respond to the Andean flutes in the composition. The use of the violin for Andean 
Dream is due to the connections it has with the Andean music. As mentioned before, this bowed 
string instrument, with its portable size and high-pitched register was adapted to fit the function 
 
72 High-pitched end blown duct flute. 
73 Small, Andean pan-flute. 





that women’s voices have in traditional music from the Andes of northern Ecuador. Finally, I 
decided to use the cello to compliment the already existing use of bowed string instruments, due 
to its similarity to the violin, but taking advantage of its lower register. Aside from these three 
instruments, I wrote a part for guitar to compliment the harp in Water. The guitar has also played 
an important role in Andean music and was adopted in similar ways to the harp and violin into its 











 Andean Dream is a multi-disciplinary composition for Electronics and chamber ensemble 
that consists of flute, guitar, violin and cello.75 The piece has three movements that are 
determined by and named after the archetypes of Fire, Water and Mountain. The name Andean 
Dream makes reference to the exploration of Andean and Ecuadorian musical materials, as well 
as to the use of dream symbolism/archetypes to structure and define the contents of the 
composition. The Electronics are made up of natural ambient sounds, samples of ancestral 
instruments from the Ecuadorian region, Andean musical materials from the Kichwa community 
of Cotacachi, and electronic experimentation through the development of Max for Live devices, 
edited and organized using Ableton Live. The composition for chamber ensemble is inspired on 
the minimalism of La Monte Young. It is completely based on the Electronics, using imitative 
devices to add layers to the sound while blending and fusing their colors to the “tape” 
composition. The Electronics are represented graphically in a timed score for the acoustic 
instruments.  
Themes and Their Development 
 Throughout the three movements I used ambient sounds corresponding to each archetype. 
There are several tracks that make up the fire ambience, some that remain unchanged through the 
whole movement, and others that are developed through the use of the Capas synth, gradually 
 






becoming more electronic and, in turn, less natural. Two of the layers that make up the fire sound 
were made using the ocarina and sonajero
 electronically processed using the Max for Live synths, and then brought down several octaves 
to very low frequencies, producing slightly percussive windy sounds. In a similar way, in Water 
there are different sounds that make up the water ambience, including a recording of water 
splashes and a water sound made by electronically processing the sonajero using the Interval 
Sampler, EQ filtering and reverberation. As the movement develops, different versions of the 
manipulated natural water sounds appear, adding layers that are reminiscent of the original water 
splashes but are hidden behind layers of frequency shifting and modulation created through the 





Fig. 4.1 Graphic representation used in the score for manipulated ancestral instruments. 
 
The two movements, Fire and Water, are defined by two Andean instruments/traditional 
melodies. The pingullo corresponds to the main theme in Fire, and the harp in Water. The 
pingullo melody consists of the constant repetition of one measure, and a response at the end 
arriving on E. The theme is developed in Fire beginning with the foreshadowing of the melody 
with excerpts from the track made by processing the theme in the granular synth. These melodic 
excerpts, the result of randomizing pieces of the melody, contain the same pitches with different 





theme is faded in, and after a few repetitions, the electronically manipulated tracks of the theme 
are entwined with the original melody as a continuation. Finally, the flute, violin and cello come 
in with the Klangfarbenmelodie76 that echoes the pingullo to finalize the movement, contrasted 
with some of the initial granular synth excerpts at the lower octave.  
 
Ex. 4.1 Pingullo melody transcribed in 2/4.  
 
 In Water, the harp performs a longer melody in comparison to the pingullo, with an 
underlying harmonic progression and a variation transposed up a fourth (including several 
repetitions of each part). The whole track is repeated twice. The second repetition is an altered 
version with different tracks edited and layered with electronic effects on the harp sound. I used 
Ableton Live’s “harmony to MIDI” function to convert the audio track into a MIDI channel. 
Then I assigned a synth sound to the MIDI creating a new layer. Another layer contains the harp 
track transposed down an 8va. All these layers change the quality and timbre of the sound while 
maintaining the original motives. Finally, a small excerpt of the harp melody is repeated while 
the harmony changes, bringing the harp theme to an end.  
 
 
76 Term coined by Schoenberg in Harmonielehre (1911) meaning tone-color-melody, that refers to splitting a 






Ex. 4.2 Excerpt from Chimbapura transcription.  
 
In Mountain, the theme is not determined by a recording of Andean instruments like the 
previous two movements. As mentioned before, an important element in this movement is the 
air/wind. The samples that defined this movement were the Ocarina Collage and the silbato or 
ancestral whistle. There is an underlying wind ambience throughout the whole movement that is 
not developed or processed electronically like the fire and water sounds in the previous two 
movements. In alternative fashion, the two ancestral instruments are responsible for the 
development of the “wind” sound. The Ocarina Collage consists of the repetition of a six-part 
phrase. It is expanded, as described before, with a layering of the tracks transposed to form 
denser harmonies. Eventually this motive is replaced by the Silbato, which consists of the 





transpositions by splitting the audio in parts. The silbato theme is repeated for almost a minute 
and then is replaced by the violin and cello that imitate its melodies. Eventually the Ocarina 
Collage joins the acoustic instruments, juxtaposing the two motives. Towards the end, the silbato 
reappears, and the flute brings in a melody that is a transposed version of a similar phrase that it 
performs in Water. One of the electronically manipulated water sounds returns right before the 
flute melody begins, the two of them bringing a subtle reminiscence of the previous movement. 
The Ocarina Collage is left only with the natural wind sound and the two string instruments, 
finally the cello, violin and wind conclude the movement, with a final, slow repetition of the 


























Fig. 4.3 Splicing Ocarina Collage. Repetition of six-part phrase by addition of individually 
transposed splices gradually generating denser harmonies.  
   
Minimalism 
 Having finished the electronics, I realized that the “tape” was made up of rhythmic, 
harmonic and melodic elements, including ambient sounds that didn’t leave much space for new 
musical events. This led me to consider creating minimalist parts for the acoustic instruments, 
allowing them to fade into the electronics rather than adding external elements.  
I was inspired by the work of La Monte Young. Born in 1935, he is known as one of the 
precursors of minimalism in music. Specifically, his piece Trio for Strings, made up of long held 
tones, presented the world with a new way of experiencing music. In my composition, the parts 
for violin and cello use long tones based on the pitches of the Andean and ancestral instruments 
in several parts of the piece. Another piece that influenced my project is an arrangement for 
guitar by Noël Achoté of La Monte Young’s Composition 1960 No. 9. It is a seven-minute piece 
that presents few chords on the guitar and variations within a very minimalistic structure. The 
meditative effect of the chords inspired me to use three guitar quartal chords within Water. The 





new layer that indirectly echoes the harp contrasting in timbre with the flute but corresponding to 
the plucked-string timbre of the harp.  
 
 
















Ex. 4.4 Guitar responds to flute melody.  
 
Imitation  
A device I used throughout the composition of acoustic instruments was imitation. At 
times this imitation is straightforward, presenting a direct quotation of the melodies from the 
Andean or pre-Columbian instruments. Aside from this direct imitation, different parts of the 
piece reflect a more subtle reference through the use of pitches and rhythms from the melodies. 
In the last part of Fire, I created tone rows based on the pitches used in the pingullo melody, 
which are played in Klangfarbenmelodie.77 The melody acts as an echoing of the pingullo 
melody, and the layered version with the Capas synth, fading out the melodic content towards 
the end of the piece.  
 
77 Term coined by Schoenberg in Harmonielehre (1911) meaning tone-color-melody that refers to splitting a melody 





In Mountain, the legato textures of the flute, violin, and cello were obtained analyzing the 
pitches from the harmonies and melodies of the archeological instruments processed through the 
Max for Live devices. Two sampled sounds that determine the motives of this movement are the 
ocarina and silbato or whistle. In the case of the ocarina, the motives were constructed using its 
manipulated/layered version Ocarina Collage. Ableton Live allows you to easily transpose a 
sample, so I took the harmonies and split them into separate samples that could be manipulated 
to form a chord progression/melodic line. I created two duplicates of the original channel and 
continued to transpose them forming gradually dense harmonies. I analyzed those harmonies and 
selected certain pitches from the progression to be replicated by the acoustic instruments. In the 
case of the silbato, I used the original sample within Ableton Live, without manipulating it 
through Max for Live, but instead using Ableton’s sample control to transpose the sample and 
create harmonies with two different channels containing the same sampled sound. This allowed 
me to maintain the intervallic relations of the original melody while harmonizing it and altering 






Ex. 4.5 Klangfarbenmelodie in Fire, excerpt.  
 
There are several parts where the acoustic instruments echo the recorded Andean 
melodies. In Fire, the piccolo is used to create an additional layer of the pingullo melody. In 
Water the flute, violin and cello imitate the harp melody at certain points giving emphasis and 
enlarging it through additional timbres. The flute, in particular, is used to imitate certain 
ancestral instruments using extended techniques like key slaps and aeolian sounds.78 In Fire, the 
flute emulates the sound of the cascabeles or ancestral copper bells through key slaps in pitches 
that correspond to the pingullo melody, a four-tone scale contained within the minor pentatonic 
E minor scale. In a similar manner, in Mountain, the flute uses key slaps to follow the rhythm of 
a fast-paced bass drum sound,79 using two pitches that stand out from the Ocarina Collage: Db 
 
78 Airy tones.  





and Eb. In both Fire and Mountain, the flute contributes with soft, airy textures through the use 
of Aeolian sounds. The two archetypes share a common element, air, as the essential component 
that fire requires in order to burn, and as the wind that is felt and heard in the mountains. 
 
 













Ex. 4.7 Graphic representation of cascabeles; flute echoes cascabeles in Fire, excerpt.  
 
 











 The composition of Andean Dream corresponds to a multifaceted creative and personal 
process. This thesis is the initial product of an experimental approach to composition that 
intentionally evokes symbolism through soundscapes. The psychological and symbolic 
component is presented through the use and “sound-depiction” of archetypes. I found that 
through connecting elements of the unconscious mind with music composition I could not only 
connect my music to specific aspects of the world, but also express myself and reflect my own 
experience and my (musical) interpretation of the archetypes. Additionally, the understanding of 
the archetypes connects us as human beings at a deeper level that transcends temporality and 
culture, enabling a common ground between mestizo and Indigenous cultures. Within this 
project, the use of electronics and chamber ensemble establishes a link between new music 
techniques and ancestral knowledge implicit in the pre-Columbian instruments and sounding 
artifacts and traditional Andean melodies.  
By presenting archetypes as a starting point when approaching the composition, I was 
able to collaborate with Kichwa musician Jesús Bonilla and relate specific aspects of Andean 
philosophy with the composition. In other words, ancestral musical cultures80 can be related to 
particular archetypes that are essential to a cosmology. The archetypes presented in this thesis -
fire, water and mountain- are essential within the Andean cosmoexperience and the significance 
 
80 In the case of this thesis: the traditions of the Ecuadorian Kichwa community of Cotacachi, province of Imbabura 





of chakra81, the heart of the Andean agro-festive calendar. This exploration with Ecuadorian 
musical materials derives from my personal search for meaning through the encounter of my 
musical roots. The circular processes that outline Andean traditions taught me about how I can 
relate to my creativity through a practice of interconnection and exchange, of understanding my 
trade as something that nourishes me as I nurture it.  
The ways in which I can connect to my music, as a composer, are infinite. Nonetheless, I 
believe that approaching my composition by establishing a concept and a structure that allows 
for a personal, cultural and historical examination has opened many doors into the possibility of 
making socially relevant music that does not necessarily entail an explicit message, but rather a 
series of questions: How can we address the conservation of traditional music from a 
contemporary perspective? Why has the Western tradition ignored the richness of music outside 
of Europe and the United States, and how can we change that? What musical and non-musical 
lessons can we learn from the music of our ancestors? How can we connect to Indigenous music 
through collaboration rather than appropriation? How can we counter systemic racism and 
discrimination through the establishment of platforms of equality within the arts? There are 
many social implications that have not been expanded upon within this thesis due to its focus on 
music composition. The dichotomy between Andean and capitalist ways of life along with the 
violent colonial processes that occurred have been subtly mentioned, however these ideas have 
been central to the thesis and have motivated me to connect with the pre-colonial musical 
traditions of my country. Taking into account the diverse currents of thought that have aided this 
master’s thesis, I have concluded that the more aspects of our worlds that we can convey through 
our music, the deeper we can connect to it as composers, performers or listeners. 
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Use soft, airy, fluttering tones
echoing Pututo 
Key slaps echoing Cascabeles,
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Imitate Pingullo until 2’ 00’’ 
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Repeat two times between 2’17’’ and 2’ 30’’
Align with Harp (Harp melody repeats at 2’17’’)
Repeat two times between 2’17’’ and 2’ 25’’
Align with Harp (Harp melody repeats at 2’17’’)
Repeat two times between 
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Tonlos (play without pitch on top of the bridge)  
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